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..:
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A CONSCIOUSNESS RAISING THEATRE IN AMERICA: THE
HISIORX OF THE OMAHA MAGIC TI4EATRE FROM 1969 TO
1980 Order No. DA8206000
BAeuicir, JUOITH MARIE, PH.D. University of California. Los'Angeles,
1981 338 .

PPfll
Chair: Professor Ruth E. Schwartz

In thelen, years it has been in existence, the Omaha Magic Theatre 1,

has proven to be one of theiew working alternative theatres in this
country. This dissertation examines the history of the Magic Theatre
frOm its inception in 1969 to 1980 focusing on: (1) the theatre's
beginnings and developing structure, finances, plays, philosophies,
and objectives; (2) a critical, historical, and descriptive comparison
with a previous alternative theatre, the Open Theatre; and (3) a .
descnptive analysis of its-success in meeting its stated goals.

The method used in this study is primafily descriptive with the
history presented chronologically. The methodology utilizes short
term field research in which the author spent two months living in
Omaha participating in the activities of the Magic Theatre. All
necessary documents were gathered and personal interviews
conducted.

This history is divided into five planters. The Introduction
establishes the background egainst which alternative theatre
developed by examining early European theatre movements and
innovators, ttqAmentan Theatres of the 1930's, and the radical
theatres of the 1960's. Chapter I examines the theatre's early
experimental years from 1969 to 1973. Chapter 0 (1974.1976)
concentrates on the theatre's feminist years. Chapter III covers the
humanist years, 1977 to 1980, during which the theatre moved away
from strictly feminist plays and evolved-into as`theatre whose plays
dealt with contemporary problems affecting both women and men.
Chapter IV focuses on the twoomonths of direct field study.with.The
Magic Theatre which includes the company's tour to the 1980 Winter
Olympics at Lake Placid, New York. Chapter V Summarizes the study
and concludes. (1) the Omaha Magic Theatre is one of the most .
noteworthy alternative theatres in America today continuing in its
dedication to the process of theatre rather than to the final product;
and (2) the theatre is unique in that it is totally devoted to producing
new American musicals that are socially relevant

/

et.

These areas are dealt with in three chronological periods: 1830;
1896, 1660-1879,-and 1880.1898. The first is the final.era of
domination of the repertory stock company. The secondisine period
when Theatres depended upon stars who travelled from theatre to
theatre. The third period was dominated by the touring combination ,
companies. By 1896 the theatre was a mature, profitable industry and
the conditions were created, in an historical period dominated by
monopolies and trusts, for a take dyer by a theatre trust created by
businessmen interested only in efficiency and economy Thus, thq
changeSoccurred in four Stages: repertory stock company, touring
star, combination company, and the Theatrical syndicate The latter
stage has been explored in'several sources and is notdiscussed in

this study.
This study was compiled from extant manuscripts of theatre

records. theatrical histories of individual cities, ilistories of individua
theatres, general histories of theatre, autobiographies and
biographies of performers and managers, newspaper advertisements
and articles; magazine articles, modern books op the theory of theatre
management, and dissertations and theses on nineteenth century

1 -,

THE DEVELOPMENT OF AMERICAN THEATRE MANAGEMENT -

PRACTICES BETWEN 1830 AND '1896 ,

..7 BROOKS, MONA REBECCA, PH D. Texas TechiUniversity, 1981.
Chairman: Dr. Richard A. Weaver 4 .

The objective of this study is to examine the changes"in Itmencan
theatre management praptices betweeti 1830 nd 1896,,buring this, .

period theatres in the United States evotv 'from elysterrr based on ...
the actor-manager who owned his theat and hula resident
repertory company to a system contr" ed by a persbn interested
p?itnanly in the business asOer.ts o e theatre, W 'p leased the
theatre from stockholders and ught iri tounny tars fo the leading
toles in productions. The sys m then changed t one of, domination
by resident or,landlord managers who-rented the theatre to,complete
theatre troupes or combine 'on companies. In 1896 a group of ,,.
businessmerl'knoyin as' th Theatrical Syndicate look over control
the "combinatiorts ' and attempted tt organize the '
management and_b ki g of theiheatres and tou conpanies.'
This completed the evolUtion of America re management from

., "ertistic".to "commercial." = .
The areas of theatremin cementincluded in the Study are: --.

(1) the general econonfic and finincial problems of the theatre during
the period;grbox office practices fncludinchticket prices, Nceipt.S.-
speculation and complimentary tickets; (3) advertising practices;i (4) the personnel practices for performersincluding the organization
of Thcbmpany, salaries, the use Of benefits, contracts, imposed rules
61 conduct, and methods of booking;Orthe personnel practices for °,
the staff including number and type of staff hired, responsibilities of
management positions; (6) the acctursjtion of.a pliceto perform;
(7) the selection of theteason and nighty offerings; (8) the
acquisition of performancirights; (9) the modes of transportation
used by the theatres and performers of the period.

i , /
. . *
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DISTANCE IN THE THEATRE: THE AESTHETICS OF ,

.AUDIENCE RESPONSE Order No. DA8209976
DAuBERT, DARLENE M , PH D. The University of Iowa: 1981. 175pp.

upervisor. Assistant Professor John Lyne

The studylleal the concept of "distance," which has
bee e centr theatre practice and dramatic theory:in the
twentieth century, especially since the work of Bertolt Biechit. The
purpose of the study is Co examine the major dramatic, aesthetic, and

'Philosophical conceptions of distance, and to discover the common
principles, if any, that may contribute to a unified theory.

The first chapter surveys some of the more important ideas on the
subjects of disinterestedness and distance that preceded Bullough's
seminal essay on "Psychical Distance." Chapters Two through Five
concentrate on the Work of twentieth century theorists which seems
most relevant to the concept of distance, analyzing the ideas of Jean;
Paul Sartre, Bertolt Brecht, Antonin Artaud, Jerzy Grotowski, and film
theorists Christian Metz and Andre Bazin. The examination of each
theorist consists of: (1) a description and analysis of the piemises of
his theory as it relates to distance, identifying apparent
inconsistencies anthimplications; (2) a comparison of his Concept of
distance with others under examination; and (3) an assessment of the
theorist's contribution to an understanding of aesthetic distance. The
final chapter, Chapter Six, is an assessment of the present
und erstiricling of the concept; and points to the most fundawntal
opeVative principles.

The study coccludes that aesthetic distance is a psychological
phenomenon inherent to the perception of art, the most basic .
principle of which is an awareness of fiction, composed pf three
'distinguishable but interrelated elements: (1) tacit knorSing;
.(2) volition; and (3) peiception as unreal. The deliberate
manipulatiorrof distance is one of the distinctive features of twentieth
century theatre, and is the principal underlying factor that determines

o theatrical style in this century. ,

V
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RAY BRADBURY AND ORAL INTERPRETtalbN:
INTERPRETERS THEATRE ADAPTATION OF 'FAHRENWEIN

4$1' Order A8206451
°EARN ONO, WILLIAM Ogti,icAN;Jvi.,Pm.1). Southern Illinois University -

Carbondale.1981. 193pp. Majof Prof essof,S: Dr. Torn Pace, Or.
Robert Fish '
- Author -,Ray Bricibunis literary skills have long bee!? recognized by
oval interpreters te the extent thaernore stories by BradburSethan by
any other writer have been performed in group and solo
interpretations. This dissertation is the first study to address the
problems of the'oral interpretation of Speculative Fiction and the
works of Ray Bradbury.lt survej those elements of Bradbury's style,
and thematic development that Make his work most suitable to oral
performance Specifically, it examines Bradbury's novel Fahrenheit
451 in adaptatioh to both Mai and chamber theatre to show how the
thematic levels and narrative stance are translated-from the Orinted
page to the interpreter's,stage.

Part One is a general historical and cultural introduction to the
study. It defines the scope of Speculative Fiction, examines its -
purpose and function in modern society, shows Bradbury's
relationship to the genre and identifies those aspects of his work that
allow him to transcend generic boundaries. Part Two reveals three ,
levels of F451 mythic. social Commentary and stylistic. Dart Three
studies the novel ai adaptation for film to show how possible
limitations of that medium end the4nadequarnes of the director's
adaptation did not allow foijhe fullest exposition of the novel. An4
Interpreters-Theatre adaptation remainingmore faithful to the text
reveals the totality of thd work.

In a specially prepared epilogue to the dissertaticn, Mr. Bradbury
responds: "I think you have done a finejob. Especially, you have

.come up with some insights that no one else has suggested before inthe past. . . .1was also pleased and fasainatedieSee how you
interwove McLuhan and myself and made it work? : , . Your analysis
of allthe October stories ts..beautrful. . In sum, Ilas delighted with
your insights. You gave me back to myself." -

A HISTORY OF DRAMA: IDAHO STATE UNIVERSITY '1'901 -

1 960 Order No. DA8206693
OILWEG, JOAN KISLING, Pm.O. Brigham Young UnivorsIty, 1981. 387pp.
Chairmari: Charles A. Henson

The purpose ol this study hasbeen to examine sixty years of
drlimatic activities at Idaho State University at Poaatellp, Idaho. The
activities fall under the following five growth periods and name
changes: The Academy of Idaho.1901 to 1915; The Idaho Technical
institute, 19115 to 1927; Southern Branch of the University of Idaho,
1827 to 1947; Idaho State College 1947 to 1963; Idaho State
University, 1963 to the present. While the speech and drama
department titles and activities were closely related, the focus has
been orrthedramatie activities. This includes the administrative.,
structure, faculty, curriculum, productions, pioduction (abilities, and
student organizations.

The study has shown that a considerable amount of dramatic
activity had taken place between 1901 and 1930 that had not
previously been compiled and analyzed. Furthermore, the study
supports the validity that Dr. Vio Mae Powell was a vital force in
shaping the department between 1930 and 1960. During this time;
drama at)daho State University stimulated enthusiasm for the
performing arts far the entire southeastern section of the state and
provided a successful training ground for studentin professional
and educational theatre.

-*I.,.

A

THE EASEL AND THE STAGE: AN HISTORICAL. STUDY OF
PICASSO AS A THEATRICAL DESIGNER
gmAthAN, MITRA, P.O.t1 University of Southern California. 1981..
Chairman: Professor Richard Toscan - ,

Pablo Picasso is one of the avantgarrie artists who have
contributed to the theater as a designer. It was in the theater that _:
Picasso manifested and developed his art inteitrother language -arid
whefie he 4as considered one of the most splendid designers for the
Russian Ballet. Pablo's contribution to the Ballet Russes and to the
world-of theater lasted nine years, during Picasso's classical period

, (1917. 1925). During the course of this period Picasso participated in
seven productions that are his major works (fix theater. Each one of
Pablo's designs had a different nature. With his first produCtion of
Parade (1917), Picasso brought the element of Cubism on stage. The
second production, The Three Cornered Hafb919). was purely
realistic, while the thirdtpulcinelja (1920). was a combination of the
two styles. In Antigone t1922) Picasso created a design of Greek
antiquity and in Mercure (19241 he introduced an experimental art
work on stage, that of calligraphy. During his nine years of theatrical
work, Picasso influenced the theater considerably by his art.
Conversely, the theater was also influential on Picasso's art, which is
clearly.evident in his art work between 1916-1925 The influencerof
theater upon 'Picasso's art. and viceversa. have been studied in detail
throughout this dissertation. Eilccept for the seven productions done
between i916-1924. Picagso's other works for the theater were not as
important as the earlier ones and did not reflect his art Werk in any
aspects. Picasso's seven major productions are as follows Parade.
1917, The Three Cornered Hat.191kPulcinills, 1920: Guadro

SIX BLACK PERFORMERS IN ,RELATION TO THE FEDERAL
THEATRE Order No. DA8209985
GILL, GENOA EloisE, pm 0. The University of Iowa, 1981. 285pp.
Supervisor: Professor Donald G. Marshall

In the annals of the American theatre, the black performer has
faced substantial odds4separate booking system known as the
TheatreOwnerd Booking Ass4iatic.n; difficulty in securing serious
dramatitvoles, and color barriers to membership in theatrical unions.
Among other groups who sought to combat the formidable odds were
the Negro units of the WPA's Federal Theatre Project (FTP), 1935
1939. During the bleak years of the Depression, this project gave
employment to eight hundred and fiftyone black performers. Under
Franklin Roosevelt's aegis,Ond Nellie Flanagan's leadership, the FTP
gave sustained employment at onetime or another, to thirteen
thousand people. In June, 1939, legislators who feared Communist
infiltration bnd the Social dramas, urged on by threatened Broadway
producers, brought the FTP to a close.

This dissertation is a descriptive view of the careers df six
representative black performers: Canada Lee, Edna Thomas, Rex
Ingram, Thomas C. Anderson, Arthur Dooley Wilson, and Ethel
Waters. The latter offers a contrasting figure, a performer not
associated with the FTP whO earned S.000 a week on Broadway
while the FTP actors made 523.86. regardless of the size of the role.

The FTP gave black actors opportunities previously unknown: it
created a 'few audience, comprising the black masses as we as the
carriage trade, all of whom could come to the theatre, for a very low
admission fee, often five cents. The project assuaged the'galling
stereotype and created a more positive image fbr the blackcerformer.
It offered black actors a chance to perform, on a sustained basrs, in
classics. The ensemble spirit afforded by regular income is
unequalled in theatre history. Segregation in theatre unions, theatre
audiences and in Broadway casts Nes reduced. The FTP created
'regional theatres ancroffered workshpps for the training of performers
as well, s technicians,and playwrightillit cultivated boundless
creative energies. Its clbsing was, for'4America. and for.the stepchild
of the American theatre, the black perfbrmer, a tragedy of

,.-coosiderable dimensions.
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A PESCRIPTION OF MAKONDE ORAL NARRATIVES' AS
THEATRE Order No. DA8206589
GREEN, LINOA LEE, PH.D. Bowling Green State University, 1981.
177P13.

te.
.

This study sought to discover those stones from the oral literature
of the Makonde culture as told by Makonde artists/storytellers living
in Dar-es Salaamanzania, Out of the same artistic heritage from
which Makonde sculpture has exploded came their oral drratives. A
selected number of oral narratives were examined for their suitability

' for dramatic productions.
The methodology began with an examination of Makonde culture

exploring their beliefs, customs and oral literature. *Makonde
artists/storytellers related oral narratives which were tp ecorded in
the languages of KiMakonde and KiSwahili, and later tran lated into
English. Next, these narratives were examinedfortheitsui ability for
dramatization and then written in play form.

In summary, an intensive study of the beliefsand customs of the
Makonde people'resultedin an acute understanding of their oral
literature f ()Gas didactic 4alue as well as its entertainment value.
Finally, a sampling of three of the stories collected from Makonde
artists/storytellers was presented in script form. The results indicated
that Makonde oral narratives can be adapted successfully into plays
for presentationto audiences.

I

HEROES, HEROINES AND VILLAINS IN ENGLISH AND
AMERICAN MELODRAMA: 1850.1900

Order No. DA8205755
HILL, Lyre STIEFEL, PH.D. City University)! New York, 1982. 293pp.
Adviser: Professor Daniel Gerould

Playwrights of the late nineteenth,certtury exercised more freedom
in the creation of the three major stereotyped characters than has
Usually been assumed. Though heroines were always beautiful and
herol handsome, playwrights varied external traits such as age,
occupation and socioeconomic status to endow their characters with
individuality.

Furthermore, many heroes, heroines and villains deviated--in
major or minor ways--frein their conventional stereotypes Heroes
were not always paragons of virtue who executed daring rescues of
the heroine; some were guilty of moral vacillation which actually
Contribu" ted to the heroine's suffering. Nor were they, as some critics
have suggested, invariably stupid and passive characters who
avoided catastrophe only through sheer luck or thehelp of other
characters. There were intelligent and even intellectual heroes who
displayed resourcefulness as well as physical strength in extricating
themselves and loved ones from disaster.

Heroines always aspired to virtue but rarely did they-or their
creators-equate virtue with chastity. Although most heroines were
virgins, their sexual purity was generally far less imprtant than the
majority of critics have implied. All heroines suffered, but during the
fifty years under discussion. they rarely endured physical tortbre.
Sometimes heroines took upon themselves the responsibility for
ending the mental suffering that, they did endure, late nineteenth-
century heroines were often active and resourceful.

Villains were rarely models of motiveless malignity; they were
driven-by rational. if evil, impulses. Occasionally, villains were
sympathetic, or even heroic. Late in the century, the villain.sometimes
disappeared entirely.'

It is clear that white the range of behaviors exhibited by heroes, .
heroines and villains was hardly unlimited, it wascertainly more varied
than has usually been ackhowledged. To somdegree, the
boundaries within which v&iations could occur were fixed by the
value system assumed by playwrightsand their audiences.
Interestingly, a detailed survey of these variations has revealed that
this value system was relatively rigid and unchanging. This study has t,

own that virtue Was consistently defined as loyalty; evil, as its
o Oahe. betrayal..

It is also true that reduction ot,the melodiamatic triumvirate into -

the romantic triangle that most criticshave taken for granted was
often avoided through the introduction of subsidiary characters. here
referred to as"adjuncts " With the addition'of adjunct heroes.

. I

heroines and/or villains, 4 play might contain four, five, six or more
characters who had active parts in the plot. This frequently resulted in
smote intricate and interesting story with a more complex structure
of character relationships.. .

Adjunct characters gave playwrights the chance to explore
alternate behaviors in'd to depict variant personalities. While this
exploration a d depiEtion never crossed the boundaries set by the
value system may well have influenced later innovations in the
portrayals of jor Characters. In fact,lhe most significant finding of
thisIstudy may be that the appearince and development of these
subsidiary characters, which has,previously gone almost
unrecognized, playedan important part in the maturation of dramatic
characterizations in the late nineteenth century.

Late nineteenth-century playwrights demonstrated that melodrama
was a more flexible form thin twentieth-century critics have
sometimes admitted. That flexibility is evident in the variations
apparent in the characterization of the three major stereotypes. It
might be an overstatement to suggest that these characterswere the
direct ancestors of those who peopled the drama of the neymalism.
But the more modest claim, that some of the same impulses that

.., shaped the characters of the new realism were evident in English and
American melodrama between 1850 and 1900, seems well founded.

AN ANALYSIS OF THE EFFECTS OF VARYING FOCUS I
SOLO ORAL INTERPRETATION Order No. DA820931 2
HINNERS. RICHARO GRAHAM, PH D. Wayne State University, 1981.

194PP.

Theipurpose of this experimental study was to determine whether
offstage locus would improve iudienceperceivedvividtess and
audience comprehension and positively affect the audience's rating
of a performance and a selection of highly descriptive prose or poetry
when compared With exclusive use of direct eye-contact. A quasi.
experimental, post-test only design with two treatment groups for a
prose selection, 'The Sniper.' by Liam O'Flaherty, and two treatment
groupsjor a poem, "The Highwayman" by Alfred Noyes was
employed within the framework of traditional solo oral interpretation.
Two treatment groups viewed "The Sniper," one with direct eye-
contact and one wherein direct eye-contact was supplemented with
frequent use of offstage focus, and two treatment groups view "The
Highwayman," again, one with direct eye-contact and one whey in
direct eye4ontact was supplement with frequent use of offstRg
focus. The dependent variables of the study were (1) audieiice rating
of the performance, (2) audience rating of the selection, (3) audience
rating of character vividness. (4) audience rating of setting vividness,
(5) amount and quality of reported character detail, (6) amount and
quality of reported setting detail, (7) the number of instances that a
subject's sense of sight, hearing, smell taste, or touch were
stimulated, and (8)' comprehension of the selection. A two by two
factorial analysis of variance was emplOyed to test for differences
among groups and, due to the explOsatory nature of the investigation,
the level of significance was set at .10 with significant trends,being
designated as falling between .10 and .15. Results indicated that
offstage focus was significantly more effective for selectiottrating with
the poem but direct eye-cortact was more effective for character,
vividness rating and comprehension with the prose selection.
Additionally. two significant trends indicated that dire& aye-cohtact ,

was more effective for reported character detail end for stimulating
the sense of hearing with both selections. These findings were
interpreted as suggesting that direct eye-contact may be the more
effective technique for selections which place greater demands on
the audience's ability to remain attentive and that a naive audience
may require some pre-exposure to offstage focus before it becomes
an effective tool for increasing vividness and comprehension.



A PRODUCTION HIST9RY OF THC SEATTLE FEDERAL
THEATRE PROJECT. NEG(10.REPERTOJIY COMPANY: 1935-

. 1939 - Cider No. DA821 25'58
JOHNSON, EVAMARII ALEXANORIA, PH.D. UQ/VBISIty of Washington,
1981. 214pp.,Chairpersen: Professor Richard L. Lorenzen

The Federal Theatre Project's Negro unit in Seattle Washin§ton,
the Negro Repertory Company, was a unique part of American theatre
history. The NegrO Repertory Company (NRC) was one bf live units on
the Seattle' ProlIct, which included a white dramatic unit, a children's
unit, a vaudeville unit, and a*Tecoma based unit praduCing staged
readings of locally written plays. During the Federal' Theatre Project's
existence, 1935.1939. the NRC produced fifteen productions and its
members also collaborated on other Seattle Project productions. The
NRC wa cond only to theNew York Negro unit in production
cap- ike the New York unit, and unlike mad), other black units, the
NR as active until Congress abolished the Federal Theatre Project
(FTP) in June of 1.1439. .

The work of the unit provide's material with which to begin
comparative studies of FTP regro unit activity, and,also information
that will expand our knowledge and understanding of the
contributions of blacks to the development of theatre and dramatic
activity in this country. As is the case with much of the work of the
FTP, no history of NRC production activity has been compiled to

how it met the goals established by the P Jn this study, the
assess the skiccess or failurgs of the unit its short existence or

repertoire,, performances prbduction elements, and company ire
examined, aod both audience an'd press response to the productions
are ciV1 in order to document the brief history, development, and
,impacrdn FTP history of the NRC. .

The study begins with a drscustion of the FTP and its goals,
particularly in terms of the negro units.4Next follows an overview of
theatrical activity in Seattle during the late thirties. By 1935, thlare was .
considerable theatre activity in Seattle and the FTP found'the city ripe

.for the kind of theatre its administrators envisioned. The study
.

progresses to an examination of how the NRC was formed within the
framework of the FTP'end existing theatre operations in Seattli, and a
detailed examination of eac Kai the unit's three seaUlis. The
conclusion provides a summation of the NRC's accomplishments,
successes and failures, in terms of FTP goals, as evidenced by the
facts of Its history. ' .

THE THEATRE AS A SOCIAL INSTITUTIDN: A.SttJDY OF
HA RLEY GRANV4LLE- BARKER'S TACIRIES OF THEATRICAL
ART v

kERSHNER, WILLIAM ROBERT, PH.D. University of Southern California,
1981. Chairman: Professor Richard Toscan

Harley Granville-Barker (1877.1945) was an actor, director,
playwright and theorist. The focus of this study is his theoretical work,-
especially in connection with the establishment of a National Theatre:,

Whert Granville-Barker began his carer k the British theatietras
dominated by the actor-manager; mensue5 as Henry Irving,
Beerbohm Tree, George Alexander, and Charles Wyndham.
Audiences came to see them rather than a particular play;
consequently, most of the dramas were simply vehicles for ttlea5tor.
In the 1890s, a subst antial opposition to this system Gegen to deClaibp,
called the progressive theatre movement. This movement w$s made
up mostly of iritellectualswho wanted to see the drama deal with
significant issues and socialists who wanted to use the theatre to
effect social change. Several private societies were formed. In one'of s
them, the young Granville-Barker meMeorge Bernard Shaw, the
soontobefartious playwright. Shaw introduced Granville- Barker to
the Fabian Society, and he soon became intrigued with the idea of
nationalizing the theatre. In 1903 he became the author, along with
William Ascher. of Scheme and Estimates for a National Theatre, a
detailed plan of a fully operating National Theatre. Immediately after
publishing the book, GranvilleBarker entered into management of the
Court Theatre, in an 'attempt to Prove that a repertory of progressive
drama could draw an audience. The Court seasons vJere extremely
successful, making both Shaw and GranvilleBarker world famous.
F.or the rest of his life, GranvilleBarker used his high reputation to
further the cause of the National Theatre, writing letters,.articles, and
books.which stated the case and laid the theoretical foundatiolii. In
1930 he put out A Natrona' Theatre, which was adopted as the guide
ffircisr- the.atPq actnhIichmont In 14:192tfkryuhGchoal Thia

Exemplary Theatre, in which he explored the ideafrelationship of the

theatre to modern society. He concludes that the theatre should have

a broadly educative ftinction, rather than be a commercial enterprise.
Inmany ways his ideas have been adopted After a long struggle, the

.National Theatre of Great Britain was established, although Britain.

has not really adopted his notion of (he theatre's role in education. On

the other hand, the United States has integrated serious study of the

theatre in virtually all of its universities, but has not adopted his idea of

a National Theatre.

0

A COMPARATIVE ANALYSIS'OF THREE CONTEMPORARY
SOLO FPERPORICIANCES BASED ON THE LIVES AND WORKS
OF WOMEN WRITERS

XROEBER, RITA BERNADETTE, PH.D. University of Southern California.
1981. Chairman: Professor Janet Bolton

The current popularity of solo performance has challenged script
waters and performers to discover creative methods of portrayal. One
woman productions have received special attention skhich is
indicated by increased exposure in theatre and commercial
broadcast. This study examined the nature of solo performance
through an analysis of three contemporary dramatizationd
representing widely used formats of adaptatiOn. The Belle of Amherst
represepts an "interior disclosure format" which focuses on the inner
person; "An UncomMon Lady from Bloomsbury" represents the
"public portrait fort which focuses on personality's ideas and
contributions, and e Brontes." which represents the "external
narration format," portrays multiple characters.'

. .

'
BLACK PERFORMANCE IN SOUTH AFRICA ,., .

Order No. 8127929
1..A.RLHAM, PETER FRANK, Pii.D. New York University, 1981. 444pp.
Adviser; Brooks Mchert

This dissertation s ys Black perfonhance in SoutfC Africa froth
the period of first contact with European settlers in the early
nineteenth century to the present, and includes documentation of a
number of contemporary performance forms. An assessment is made
of the impact of Western culture okthe evolution of these forms. The
documentation is supported with over 200 plates-, illustrating all
aspects of the staging of selected contemporary performances.'

The first chapter examines the nature of traditional forms amongst
the Zulu peoplethe most powerful and influential tribe in Southern
Africa at the time of fiat White settlement. The impact of Wrottem
civilization is assessed by comparing contemporary Zulu
performances with those described by early White settlersgAmong the

/ performances discussed are marriage and transition rites WM the
"First Fruits" ceremony.

In Chapters II and III the religious services of two contemporary
Black Christian churches are examined. The regular Sunday service
of the Christian Apostolic.Churdh in ZonlChapter 0), is &fairly
representative example of Ineetingeheldpy more than three thousand
contemporary "Zionist" church groups in South Africa.These
churches, which feature song and ritual movement as an integral part
of their services, exhibit elements of traditional African belief in their
essentially Christianyorship.*The Nazareth Baptist Church (Chapter
III), one of the largest."Independent"-biturches in South Africa,
feature t at its a uallestivals mass dancing whichclosely resembles
and is directly dived from traditional Zulu dance.

Several ty of contemporary folk dance are surveyed in Chapter.
IV. These include the currently popular "isibaca," ".60eyameni" and
"isicathamia" styles.

Chapters V and VI trace the development of Black.Theatre in
South Africa since 1959, concentrating on productions which have

Black
' peormin rts. A number of contemporary productions are

had a significant irifluence on the shaping of contempqrary
rf

'examined in terms of structure and content, as well as acting and

4 staging conventions. Among recent works discussed are those of
Gibson Kente, Sam Mhangwane, Maishe Maponya and Matsemela
Maitaka. t ,



is

$

Appendix I is a map of South Africa indicating the geographical
disposition of the Black "homelands." Appendix II illustrates the
formal layout of a traditim`ral Zulu kraal. Appendix 111,donsists of .a
diagrams deelicting this use of space at the annual festivals of/the
Nazareth Baptist Church. lh Appendices IV to VIII, tradition Zulu
dances are listed and described and terms relating to performance
are explained. .

0

RATIONALE AND TEXT' FOR I% CORRESPONDENCE COURSE
IN VOLUNTEER AND STAFF DEVELOPMENT FOR
COMMUNITY THEATRE Order No.8128785

Twnec, PH.D. University of Kansas. 1981. 391PP:

The literature in commuhity theatre persistently calls for the
training of community theatre leaders. Originally conceivectof as
artistic anctbusiness training for the professional directors of
community theatre, the need has recently been redefined to include .
training in effective management techniques, particularly human
resource management, for lay leaders as well as for professional
community theatre directors. Skills needed for effective human
resource management; once thought to be "innate." are learnable
and the pro pe'r fecus of training.

It was expected that the nation's college and university theatre, .

programs would provide the artistic training needs el future
community theatre directors, management needs are only minimally .
addressed, and thdre le virtually no current commehensive program,
that adequately preilaces directors to work in community theatre
situations with limited financial and material resources and with
avocational, adult volunteers. Furthermore, most academic programs'
are beyond the reactt of typical community theatre voliinteer leaders!
who outnumber the professional glirectorsby at least 160 to 1--due to
limitations of time, money, and/or mobility.

Literature available in the community theatre field does not deal
with human resource management. While literaturifrom the
behavioral sciences is being "translated" for use by voluntary
agencies, further translation is needed for the material to be fully ..
accessible to community theatre leaders.

The problem specifically addressed by this dissertation was
community theatre leaders, ray and professional, need training in
hurhavesource management. Such training is not currently available
in a form easily accessible to commenity theatre leaders; that is, such
intormation has notbeen previously translated from scholarly
language, nor has it been amplified and explicated through the use of
examples from the.world of community theatre; further, it has not
been made widely available to Community theatre people in their own
communities ate time convenient to them and ate minimal cost.

A new approach has been devised by The Pennsylvania State .
University and the American Community Theatre Association:
correspondence study in community theatre. Seven courses have
been prepared especially for Community theatre workers by national
community theatre leaders. The correspondence mode of study was
seen to provide these advantages: (1) availability in a time and space
convenient to the avocational student; (2) informality of teaching
style; (3) customizing of the material to each student's particular

, situation; (4) -opportunity for a unique group registration; and
'415) minimal cost,

The fifth course in the series, "Volunteer and, Staff Development."',
was deteeed by me to provide a theorybased learning experience in
hirmiiiresoUrce management, in which an actual plan for personnel
recruitment and retention was placed in the breader-eentext of
current knowledge regarding managementsinotivation, organizational

communication. adult education, and leadership. Nine
lessons were included-ill the course, Which will be published by
Pennsylvaoia,State University in FebrUary, i981.

iM

.
Conclusions reached as a reedit of the study wenthalcommunity

theatre'training should be seen.as interdisciplinary in nature', being .h
composed of the theoretical disciplihes of theatre, the behavioral
sciences, manigerrient, group dynamics, and adult education. Future
training programs should take into account that/thegreater number of
students seeking community theatre leadership training are likely to
be the avocational adult volunteers. Thus. programs should, plan for
not only their time/space/money constraints, bet also the .
andragogical principles that illuminatetheirs pal orientation to-
learning.

.

`Future research might fddus go developing a comprehensive
history of community theatre, theory of its nature and development,
and the application of additi bodies of knowledge to community
theatre through corresponden and other flexible modes of study. _

, 4/. , i. .
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THE TRADITIONAL,,BALLAD AS FOLKSONG: THE
.INTERDEPENDENCE OF LEXT 'AND TUNE AND GUIDELINES
FOR PERFORMANCE . r

MCEWEN BURGESS, GLORIA JEA.N, PH.D. University of Southern
California, 1980. Chairman. Professor Janet H. Bolton

4,

,..;..., The study was gincerned with the nature and performance of the
trachtiorial ballad In particular, the study focused on the
interdoptndence of text and tune of the traditional ballad, answering.
the follows general questions. (1) What theories of origin have .
contribut to present notions of the traditional baffad? (2) What
structur components of,the ttglad text/tune are discernible?
Moreover, what corollary terms exist for the music and poetry that can

"inform us about the'organic unity.of the text,and tune? (3) What
criteria must the oral interpreter be aware offer a performance of the
traditionalballad? ,

,,

Throughout the study, examples of traditional trail s drawn
from trie Francis James Child canon. Traditional tunes ar drawn from,,
Bertrand Harris Bronson's The.Traditional Tunes'of the C ild Ballads.

It was determined the present notions of iliet?adition, I ballad are
influenced by theory and criticism which treat the ballad'soldly as a

literary object \of ancient origin. Although it has long been
acknowledged as a folksong transmitted by Oral tradition, only '
recently hastitpditional ballad received serious treatment as a type
of narrative lyric, Also, only recently have certain theories been ,
advanced which i 'cote the age of the traditional ballad is riot of
great antiquity, as i was once believed, rather, this type of folksong is
a late arrival, having o known history earlier than the twelfth century. .''

Corollary terminol .y for music and poetry in general was isolated
in order to analyze the fetionship of the text and tune: in traditional
ballads. The text/tune a regate was-analyzed in relation to three ,

ponstthients of structure: f rm, rhythm, and pitch. These aspects are
separable in theory, but are .ernentally fused in Practice-

The discussion of the pert mance of the traditional ballad vies.
based on the review of three re esentative oral interpretation t..
textbooks. It was found that the g id elines for performance in these . 1

textbooks was dependent on outrn ed notions of the ballad. It was
concluded that suggestions for pert mance should begin by
reassessing definitions of the tradition I ballad.

Because the study of oral interpreta n is dependent on the field ,* of literary studies for tools and methods o critical inquiry for pre-
performance analysis of literature, other th a structural analysis, no.
single method of critical inqtkiry exists for th roper analysis of
hybrid genres such as the traditional ballad. implication for future
research ilt develop a eombosite of tools and thods to assist in
the preperf mince analysis of the traditional ba d. Formulating'
entirely new methods which are independent of lite ry studies is
equally warranted. 1,. . r

. ..
-..,s/
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cRE,,EDOM AND TYRANNY IN. THE THEATER OF LATE -, . ,
FRANCO SPAIN , . Order No. DA820647 1
MA acts, MAURY HAL(PH D: Southern Illinois University at ..
Carbondale, 1981. 371pp Valor Professor. Dr Alfreds Straumanis ,

The hypothesis of thin dissertaion ts that Spain's politically aware,
playwrights in the late Franco period (1957.1975), who wished to
avoid both the obscurity of the underground and tte isolation of exile
and to whom censorship denied the, right to intize directly their
government, used portrayals of izistorical conflicts to present
opposition to current authoritarian practices to audiences in Madrid's
commercial theaters No single methodology.can prove that historic
distance, or the ironic comparison of the-present with a dramatic' 4

(, reconstruction of the past, is present in any particular play, ergo, one
must blend diverse analytic'al perspectives into a eclectic meld of
differing poetics. the conservative poetics of Aristotle enriched by the

1 organic analytical perspective of Bernard Beckentian; the radical
L poetics of Wellwarth, Brustein, Lukics, Brecht, and BOaI, and. ,

semiotic poetics, with emphasis on the theories of Er ii, asst operate;
in the semantic, generic, and sFntactic'dimensions.

Historiodistance is not anew phenomenon. Cfne finds Many
examples of it in the general range of Western drama. Euripides, .

Arrstophanei,Shlkespeare, Snow, Brecht, AnouilhAartre, and Miller.
There ale instances of historic distance ihOe history of the Spanish
theater- Lope. Cerirantes, Alberti, and Etter° Vallejo. ,.

The political 3v,er-itsol the reign of 'Generalissimo Francis.co
*Franco Bahomonde affected the, playwrights of this study. Throughout

the regsge's history, Franco used the 'Church, the Army,the Courts,
the censor, and the characteristic of Spanish culture known as the
'`Black Legend" as tools of repression.

Applications of the methodology show that sortie dramatists see
Spain's problems as continuing from her past. In El suerio de la reran'
(The Sleep of Reason, 1970), Antonio Buero Vallejo perceives the
nineteenth entyry's assassination Of liberalism as the stem from
whiChgrew divisions off orite mporary Spairt-aKd,onto which he i

grafts prejodic and passiffns similar to thote in Spain today Iii Fl
preceso del atzobispo,Carranza (The Trial of Archbishop Carranza,
1964), Joaquin CabroSotelo uses the most illustrious'victim of The

4,- Spanish Inquisition to pr.esent a conservative but impotent response
. to the caprices of totalitarianism. In Anillos pare una dame (Rings for

a Lady,1973), Antonio Gala symbolizes the entrapment of the
Spaniard's in their history in the rerson of Jimena, widow of Rodrigd

19 Diaz deVivar, V Cid Campeador, whom King Alfonso Vl'of Castilla
ientrapsn the pith of medieval lberia's most legendary hero.

Other plpwriglits use foreign history as a generic analog for
franquista oppression. In bas monedastle Vi.liogabalo (The Coins of
Helibgabalus, 1965), Marcia, Suarez uses the reign of his mad
empenorkleliogabalo as an archetypical parable of absolutism taken
to its most insane extreme In Elpoder.(Potver, 1965), CalvoSotelo
uses the grasping'psychol gyptan Italian Renaissance prince who,'

' contrives Machiavellian in song his family as a metaphor for
the power hunger of the m ng tyrants of the modern era, .
including Francb. In Socrates (1970), playwright Enrique Lldvet and
director Adolfo Marsillarcia,recreated Westerncivilization'ifirst
instance of the criticial intellectual's struggle against suppression of
doubtful and original tttoiight as ti.acctisation of all t uthoritorian
attempts to crush dissent and als as ari indictment of the Erpanish
bourgeoiS audience. .

'The combined methodologies have helped to confirm the
hypothesis In the analyses'of all six plays. The theater makers of
Spain proved that the regime's methods could not supress their
message. ,

I

t.
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PUPPETRY AS A PROVOCATIVE MEDIUM IN ENEBGY

EDUCATI-0N: 'TWELVE ORIGINAL PUPPET PLAYS FOR
GRADES 4 6 . Order No. U8206475
MERRIMAN, TIMOTHY% ertEo, PH.D. Southern Illinois University at
Carbondale,1981 257pp: Major Professor Dr Marion Kleinau

Energy shortages of the mid-1970's stimkilateldInter'est in energy .

education in theVnited States. The preponderance of educational '
material? that have been develond for,the elementary grades are
cognitive study units. Theyperform effectively4,in teaching energy
concepts tut they tend to be limited to the scientific and .

, technological realms. The farts" have not been employed In many
major ways in energy,educabort. The "arts" have the ability to
increase a child's interest in cognitive unit.* by providing the
"provocation" for exploring the subject further. The "arts" als0 -

permit the e,x'filoration of ethical questions that arise iraiScUssions of
energy. This dissertation includes twelve original plays entitled
collectively, Captain Energy and the Good Guys Club. They were
written as provocativepuppet plays 'to stimulate interest in energy
with children in grades 4 through six.Puppetry was chosen as the.
theatjical presentation form for sevaral reasons It ha's natural appeal
to children. Also, puppetry permits the creation of "mabical" qualities
that are desired as special effects in the exploratiOn Of energy themes.
Puppetry is also a very mobile theatrical form that can be used with a
limitediumber of performers or puppeteers. The "Good Guys"
puppets were designed and constructed as part of thiiproject and a
performance audio tape was made'. The first two plays were produced
and performed for more than-600 students,in the taiget age group.

-The responses from the students and teachers were very-positive and
encouragircg. The project included a search of the literattfre and

evelopment of a bibliography of cognitive units on energy to be
harefwith teachers to permit them to,,pu rsue further objectives in

energy education after viewing the plays'. The "arts" can become
more important in the sciences is employed in this manner to create
more interest in cognitive studies. t

,A STUDY OF THE ATTITUDES TOWARD EDUCATIONAL

S OF EDUCATION
Order,,No. 8129501

NwatAue, CHRIS FEANyt, Eo.D. Universitx of Sevin Carolina, 1981.
149pp.

`'
The purpose of this'study was to determine the feelings and

attitude of faculty and students of Colleges of Education towards
-educational theatre and the importance of including it as part of the
cultural'aspect of Nigeiian education.

The study was based on the assumption that the current
educational system in Nigeria was chartered along thlines of
academic studies aimed at training Nigerians fora British oriented'
society. An additional assumption wasthat the introduction of a
'drama program in the Colleges of Education could help to achieve the
needed improvement ln'edycation anti the cultural adjustment for the
society, in keeping with Nigeria's Third and Fourth Natival
Development Plans. .
'* The study was therefore degigned to determine the feelings and
attitude of faculty and students in Colleges of Education towards,
educational theatre and the Importance of including it as part of the
,Murat aspect of Nigerian education.
''""The data for the study, gathered in March 1981, consisted of
faculty and student responses to questions designed to elicit their
'feelings and attitude towards drama. The sample fohlhe study,
Comprised 180 facUlty members randomly selected from each of the
six schools in the Colleges of education in Anambra and Imo States of
Nigeria. The student sample comprised ,total of 1,200 students
randomly selected from each of the six schools in the two Colleges of
Education studied. The data ccillecledWas analyzed by using ttests
to compare responses between two groups and an analysis of
variance (ANOVA) to compare responses within groups in the
colleges.

4.
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Significant differences were noticed in the mean responses of
students in theSchools of Art,ScheOls of Natural and Applied
Seiences.and Schools of Health and Physical Education between the
two colleges. There were no significant differences in the mean
responses of studebtiin the Schools of Education, Government and
Social Studtes and Business and Vocational Education between the
two colleges. In general, there was a significant difference in the
overall responses of faculty and students within the two colleges but.
there was no significant difference in the overall responses of student .

and laculty groupslrom one college and the other.
In direction and intensity the students indicated greater strength in.

their feelings; and attitude towards educational theatre than the :
faculty. On the importance of including educational theatre as parpof .
the cultural aspect of Nigerian educationsthe'fact;Ity and studene 4
tended to favor the idea but in intensity the students showed a
stronger positive feeling'than the faculty.

The results cifttils study indicite a high feeling for drama in the
curriculum for the effectiv'eprepaiation of aspir(ng teachers in the two ,.
Colleges of Education studied. The results also tend to support the
view that itsinerlusion in the curriculum will help to preserve Nigeria's.
culture. . .

Since the stud; was limited to-the two Colleges efEdecation in
16olanci care must be taken in generalizing the results throughOut the _

other Nigerian Colleges of Education. The need for fur het research
,on the role of drama in educabop was emphasized.

'The styIdy reaches the following conclusions (1) The.monastic
communities of the early Middle Ages-lived as muctvas possible in
seclusion from the laity and kept the general public ignorant of the
exact content of the liturgy. (2) In the Carolingian and Ottoman eras'
the Christian Church intended to edify rattler than to educate the'laity,
to impress and awe rather than to teach (3) Certain pare dramatic
liturgical Items hitherto indent fed as dramatic were, in the eyes and
minds of their crealors and practitioners, ntualistic in both form and
function (4) These para-dcariiatit items rernained.outside the
mainstream of European dramatic development.

} /.

AMERICAN THEATER IN THE SIXTJES AND SEVENTIES:
-ThIE NONBkOiDWAY. STAGE AND ITS PLAYWRIGHTS

OrderNo. DA8207425
Ot.SZEwKI, JOSEPH FRANCIS,-PH D. Saint Louis University s 1981. \-v1

ro

Stage and its Pi
eater in the Sixties and
nv

eventres, the non Broadway
Ie6hts opens with an acaount of the growth of

r.American Theater

ndnpro(it professional theatrealeetwayon the'United States. The
main part of the analysis contains a discuision of fwe plays each:by

modeln American playwrights. Edward Albee, David Marneti..,

'209pp.

ford.Wilsdh. I neSe aramatists
developed largely,ftway'from,Broadway. and pays provide a
valuable tool for-the student of American culfure'The concluding '
'section identifieslhemes'and treads in ttien

,Sdern theater which ,

have reflected cohditionsexisting throughout Arnencan society. , - '
.. .
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PA RADRA MATIC FORMS IN THE MONASTIC LITURGY OF
'MEDIEVAL:EUROPE til) =THEIR PLACE IN THE ;

DEVELOPMENT OF EUROPEAN DRAMA
' Order No. DA 82,064135, .

UniversityPAtLEN, THOMAS ALBERT, rm.u. Southern Illinois university at .t .1
Carboddale, 1981. 288pp. Ntaicrr-Professor Chfisfian H. Moe

This dissertation gathers evidence from the fields of architecture.
, art, liturgy, histOry and rpusic, as well as theatre. to dispute the theory
of liturgical origin, the theory,that Western European Drama
developed in an evolutionary manner out of an origin in
embellishments tp the liturgy of the early medieval Roman Catholic
Church called tropes, By studying tropes in their sociocultural
context and by subjecting them to phenomenological analysis, the
author establishes that they existed as liturgical. ritualistic entities that
never entered thepphere of drama. The study includes a thorough
etemolopy of the term 'trope: an examination Of Benedictine '
'Monastic btu ray and life in the period, and ap explication of the
exegetical function of tropes in general and of the Ouem quaeritis a nd

the,Visitatio Sept/lc/in in particular. t-

BLACK Ml)SICALTHEAtRE IN NEW YORK, 18900915 .

, -"IIV4 Orr% r No. DA8204745 ,
NS. THOMAS CAUHENCE, PH.D The University ot MiChigan. 1981.
401pp Chairman, Richard Crawford ty,

In the late nineteenth and earltwentieth centuries, a unique s-
"Combinatipn of Social, pelitkaland musical events contributed to the
flowering of black musical theatre in New York. Black performers
staged some thirty shows in the period between 1890 and 1915 in : )
black neighborhoods and on Broadway. Despite the appearance of so '
Many musical comedies by black writers and composers. therehei as .
yet been no attempt to survey these stfews as a group. apartfrom ;Yew
general surveys of the entire history of American musical theade or in

. histories of Afro - American music, .
4 This study combines a musical analysis of some two hyndred
pieceioi sheet music withtritical and perlorrhance Information from,

. ,seconslary sources, newspaPer articles, ?eviews.end advertisements,
and persenal intelvie\vs, Chapter ('Sketches the _history of black .
involvement in American musical theatre in thenineteentlicentury
and Proeictes an overviewbf events leading up to the deeede of the
1$90s Chapter Ilgoc uses entire specifically an the travelling tows in
thedetode just precediFig the series of black shows in New Vo'r.k that
first appeared in 1:898 Chapters III VI concentrate on the major show
peNieethe songs which they composed and sang and discuSses
ndiv dually twenVof the most important shows.

grlup the blackshows produced in New Ytirk were similar in
many respectS to .white shows of Me same period. Ne,,ertheless the'

,
.many

productions had sever featuiek. which 'together
with the skin color of their perlocmi.vs tatted them to be 'seep as
appealing novel!.es In general the energy and glace of the

, .
performers, whether in dsncin?, singing or acting, impressed the
crities, comments on dance being especially.numerous Black theatre
music, while conforminig to conventional forms andsfainiliar harmonic

. patterns!-had far more Melodic syncopation and rhythMic vitality than
dontempdrary white show music. The shows pie?e feewed by
audience (whiterand black) arid critics'as benchmarks of quality and 1'./ 1'
provided an impetus for even greater activity in the 1920s.
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EISENSTEIN'$ METHODS OF MONTAGE AS A PARADIGM
FOR SCRIPTING DOCUMENT.ARY READERS THEATRE

Order No. DA 8206505
UrrensAcx, ANN SMITH, PH.D. Southern Illinois University at
Carbondale, 1981. 224pp. Major Profeor: Marion L. Kleinau

Within the area of Readers Theatre documentary approach is
gaining interest among script creators This study develops a
paradigm for scripting based on Serge) Eisenstein's Meihods of,
Montage that can greatly assist a script creator workingln the
documentary Readers,Theatre format. -

The similarities between docti.mentary film and ddcumentary
Readers,,Theatre are revealed through an examinatibn'of the
principles of John Grierson, considered the father of documentary
film. Griersorestablishes these criteria for documentary films;
(1) They would seek out the living scene and the living story (2) They
would use the or anal actor and the original scene. (3) The end result
would be that the material taken from real life would be finer than any
acted material. Documentary Readers Theatre offers the safe
possibilities with the living story being the basis for a script-whether it
is thehistory of a town, place. or person, the conflicts within a
community, or a current event. In addition, the script is created from
printery nonfiction sources such as autobiographies, letters.
interviews. historical records, and newspaper articles, and the
dialogue is taken directly from these sources. Unlike historicardrama
which gerteratly uses the nonfiction sources only as a basis for the
created dial8gu.e. documentary Readers Theatre scripts are compiled
from the original material Grierson's last principle leads toward his
definition of documentary film as a "creative treatment of actuality "

AVSTEM TO.TEA CH STAGE LIGHTING: PHOTOGRAPHIC ft

TRAASPARENcIES AS A VISUAL MEANS FOR A VISUAL

SUBJECT Order No. DA8206507
4

UnERBACK, JAMES WARE. PH.D. Southern Illinois University at
Carbondale. 1981. 150pp. Major Professor. Darwin Payne

' Since the beginning of th,e idle of teaching theatriceproduction
in the university setting, stage litting has beenerhaps the most
fifficult discipline to contain within a classroom, Uephemeraland

'visual nature has resisted the attempts of numetcrUsaids and
techniques. inclnding even laboratory approaches. This study
suggests a new aid to the process: A system of photographic slides
intended to bring much of theexperience of lighting tbfa class
visually, ?ether than depending so heavily on .inherently inaccurate
transactions into words.

A Illiistbry of stage lighting serves as both a basis for the discussion
of the problem and an explanation of its origins. Several of the
difficulties in teaching lighting stem from historical precedents andi ongoing conflicts between "Abademic" theatre and commercial
theatre. The principle behind solving most of this difficulty is giving
students as wide a base of experience as possible, rather than having

to depend only on the facilities and productions at particular schools.
This,aim fits into the philosophy of the slide system which can bring a

variety of "Experience" to the classroom.
Spectroproblems dealt with, in addition to the above, consist of

dealing with the technology of lighting without allowlngsiAdominale
class time, 6e loping in the student the ability to conce size
light/space/shadow from a script, and teaching the studeht the
necessity for integration of hi, work with that of the other production

people. Out of these problems and the priorities they establish,
criteria are developed against which existing teaching tools are

measured. as well as the new system being proposed.
There are primarily four criteria. bringing the parameters and

conditions of the working stage-to the classroom; dealing with the

gamut of stage conditions and design styles, allowing Convenience of

pse in the classroom; providing a variety of study options.Although
'The existing aids fit some of these. the proposed system,tsmuch more

comorehensive.

The system con ,sists of triads of slides, one o hich is a
production photograph, strictly true to performanc. onditions. The
second and third slides are of plan and section drawi s showing
where the lighting inttruments are which produce the e ct
displayed. Thus the student may observe conveniently the ontlete
situation available otherwise only On stage. By breaking dow cues
and displayingtcomponents individually in their own triads of s es,
the process of lighting and the structure of design styles is clear)
illustrated, The system will be comprehensive, covering stage typ
Styles of production, and various problems which would otherwise be
mostly inaccessible to students.

Problems confronted in producing a sample set of Slides included
in an appendix are presented and discussed and a short discussion of
using the system in the classroom is included as well.

The system is presented as a part of classroom teaching, not
meant to supplement everything else. but as a major adjunct to other
teaching techniques: As such, it is meant to fill a charge gap in
teachers repertoires and students' experiences.

THEATER AND THERAPY: AN INTERPERSONAL STUDY
Order No. DA820391 2

Zif, VAS. LEv Y. Eo D. Boston University School of Education, 1981.
256pp. Major Professor. Paul Nash

This dissertation reports the growth experiences of thirty people
who participated in theater and therapy as actors. directors and
psychotherapists The purpose is to explore the ways in which the
participants perceive the similarities and differences between the
world of theater and therapy. The research approach is
jahenomenoldgical, based on openended interviews with each
respondent.

Participants were found to fall into three main groups: those who
grew more in therapy than in theater (fifteen participants; Group A);
those who grew more in theater than in therapy (six participants;

1 group B); and those who had positive and similar experiences in both
fields (nine participants; group AB).

The following conclusions. based on the participants' experiences
and opinions, reinforce concepts in the literature of environmental
theater and hutnanistic therapy, and confirm the researcher,s
hunches and guesses. °

1. Basic Similarities and Differences Between Theater and Therapy.
(ReceivedWide agreement from participants)

A. Similarities. (1) Participating in theater and therapy Can be
benefiaial to most people. (2) Processes in both fields encourage new
patterns of behavior, selfdisclosure, removal of blocks. reteete of
emotions and feedback. (3) Techniques which are used in bbth fields
includetacting-out, and fantasy work. (4) The therapist, director and
actor can be agents for growth. (5) Empathy is a central skill needed
by therapist, director and actor. Other skills needed include.
observation, concentration, speakin,q and listening.

B. Differences. (1) Theater is concerned with art form which is not
a major concern of therapy (2) Personal growth which is the focus of
therapy, is not always a main only concern in theater.

II. Forces that En/II:Ince Nnhibit Growth in Theater and Therapy
A.-Growth in theater is iriibitt:d when (Group A) (1) Theater is

usec.es a place to hide rather thanconfront oneself (2) Stress is on
role rather than.on self. (3) Too much emphasis is on performance
and results rather than on process. (4) No time is devoted to
reffeCtion onxperiences.

B Growth in therapy is inhibitz.d when. (Group B) (1) Therapist is
too detached and interpretive. (2) Learning is mainly theoretical, -7

cognitive,and not affective (3) Body awareness is not pe4..ptffve7
process

C. Forces Mat enh.ce growth in,both field are (experienced by
groupAB, desired by all) (1) Motivation tp improve self and society.
(2) Warm and supportive climate (3) Equality in relationships

IV IntegratiOn of theater and therapy. (Consensus) The goals of
humanistic education greater Aeriknowlge, improved
Interpersonal relationshipstInd constructive social change.are
interrelated and can be advanced by increased integration of theater 4

and therapy .

13


